After the proclamation of the Republic of Latvia in 1918, Latvia experienced a rapid influx of youth into its capital city of Riga, looking to obtain education in universities. Students began to build their academic lives and student societies. In 1923, students of the Art Academy of Latvia founded the "Dzintarzeme" ("Amberland") fraternity. The aim of "Dzintarzeme" was to unite nationally minded students of the Art Academy of Latvia and to promote the development of national art and self-education. Most "Dzintarzeme" members were faithful to the old masters and Latvian art. This phenomenon is significant, because "Dzintarzeme" members grew up with Latvian painting traditions, which are a remarkable heritage of interwar Latvia.
in Estonia, 5 and in 1870 in Tartu, the first Latvian corporation "Lettonia" was founded. 6 1919 was a meaningful year for Latvian students, when the University of Latvia, the Art Academy of Latvia, and the Riga Conservatory were founded.
New Latvian students started looking for ways to organise their societies, including the students of the Art Academy of Latvia. In 1923, twelve students of the Art Academy of Latvia, in the narrow room of student Roberts Vitolins , founded the "Dzintarzeme" ("Amberland") fraternity. "Dzintarzeme" was the first academic student organisation of Latvian artists in Latvia and the first academic art students' organisation in the Baltics. As there were no similar academic art students' organisations in Latvia or the other Baltic states, the examples of organisational structure, everyday life, and academic fencing were taken from "Athenea", the student corporation of the Academy of Fine Arts Vienna. 7 The aim of "Dzintarzeme" was to unite nationally minded students of the Art Academy of Latvia and to promote the development of national art and selfeducation. 8 Its mottoes were "Brotherhood, greatness, joy" and "For beauty, a friend, and Amberland".
Its colours were black, yellow, and blue. The black symbolised the gloomy everyday life, in which art shone like a bright star, the yellow represented the native cereal fields, and the blue stood for the ideals of art. These colours were used in the regalia, such as the ribbon 9 and the student cap ( Fig. 1) . Their main everyday activities in the interwar period were literary evenings on the issues of Latvian art, academic fencing lessons, and closed and public art exhibitions. The latter provided the opportunity to improve their artistic abilities, popularise themselves, and sell paintings to fill the fraternity's cash box (Fig. 2) .
Ideologically, most "Dzintarzeme" members were faithful to the old Latvian masters and Latvian art.
Latvian national art dates back to the late 19th century, but its culmination was the interwar period.
This loyalty is significant, because "Dzintarzeme" members grew up with the culmination of Latvian painting traditions, which are a remarkable heritage of interwar Latvia. Latvian art of the 1920s and the 1930s was characterised by national romanticism and retrospection. It can be explained as a construction of the historical self-confidence of the new country. There was an effort to idealise the life of Latvians, to promote public interest in Latvian mythology and etnography, and to show the beauty Fig. 1 . "Dzintarzeme" regalia: the ribbon and the cap and a permission from the Ministry of the Interior to use them, 1933 . LNA LVVA F. 2477 , who all denied modernism and were supporters of realism and national romanticism. 10 All of them were professors at the Art Academy of Latvia and honorary members of "Dzintarzeme".
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In 1940, when Latvia was occupied by the Soviet Union, "Dzintarzeme" was banned. A part of "Dzintarzeme" members were deported, killed in war, or went missing; the remaining continued to live in the Latvian SSR or chose exile. During the first post-war years, "Dzintarzeme" members who left Latvia were living in refugee camps in Germany or fled to Sweden by boats. In the late 1940s and the early 1950s, "Dzintarzeme" members were emigrating to the USA, Canada, and Australia (Fig. 3 ).
The aim of this research is to reflect on "Dzintarzeme's" activities in exile , focusing on the main factors of Latvian national art conservation policy: first, the ability of "Dzintarzeme's" ideology to preserve the values of Latvian national art in an international environment, and second, the problem of generational change and the enrollment Fig. 2. "Dzintarzeme" members at an event, 1930s. CM 100964 of young Latvian artists who continued to maintain "Dzintarzeme" values in exile.
The topicality of the research is determined by the fact that "Dzintarzeme" has not been studied so far.
It is possible that, due to the closed type of the organisation and the small number of "Dzintarzeme" members in exile, the attempts of the corporation to preserve Latvian national art in exile have not received enough attention to this day. This research also provides an opportunity to supplement studies of Latvian national art in exile processes and advancement.
The chronological borders of this research are 1958, when the first exhibition in exile (in New York) revived the name of " Dzintarzeme", and 1987, which is the year of the sunset of "Dzintarzeme", when the active period ended and its existence turned into a chain of disagreements. Due to serious strifes among members, the Australian community ceased to exist and the American community became almost inactive.
LATVIAN ART IN EXILE: FOCUS OF RESEARCH
Latvian art in exile is widely discussed in publications of several art scientists, but more than fifty years of exile have not yet been fully covered and evaluated. In Soviet Latvia, there was an uncom- to the first issue, the editorial office wrote: "Latvju māksla will be able to help drop the footbridge to art events, performances, and values created in the past, focusing on the works of artists and personalities who, due to their shyness or lack of material Fig. 3 . "Dzintarzeme" member Jānis Cīrulis' painting "Dievs, dod mums ticību, ka kādreiz Latvijas karogs plīvos brīvā Latvijā" ("God, strengthen the belief that once again the flag of Latvia will fly again in free Latvia") from the series "Mana dzimtene kara liesmās" ("My homeland in war flames"). LNA LVA 2313, A.1, L.9
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( 1 9 5 8 -1 9 8 7 ) resources, have not been able or dared to build monuments for themselves while still alive. " 15 The content of the journal has always been exceptional in that it does not favour any one form of artistic expression or a group of artists but tends to embrace the processes of exile art as a whole. 16 This is also confirmed by the thought expressed in the intro- The main restorers of "Dzintarzeme" were painters Kārlis Šaumanis (1905 -1971 ), Otto Grunde (1907 -1982 , Francis Ernests Bange , Jānis Audriņš (1898 -1994 ), and Maksimilians Mitrevics (1901 -1989 . 26 . 4. "Dzintarzeme's" first Consenior in Australia Kārlis Veinbergs, 1976 . LNA LVA 2313 The scattering of its members was the main factor that instigated the changes. The fraternity lost most of its interwar traditions. First of all, instead of one community of "Dzintarzeme", now there were two-in New York and in Australia. The first Senior of the New York community was Šaumanis. 29 He was the Senior from 1958 to 1961 and from 1963 to 1966. The second Senior was Audriņš: from 1961 Audriņš: from to 1963 Audriņš: from , from 1966 Audriņš: from to 1984 Audriņš: from , and from 1986 Audriņš: from to 1990 In the period from 1984 to 1986, painter Eduards Dzenis was the Senior. The last one, till the end of the 90s, was Sildegs. The Australian community was founded three years later, in 1961. This community was led by a Consenior. The first Consenior, from 1961 to 1967, was Kārlis Veinbergs (Fig. 4 ). During this time the community was located in Sydney, but, when Dukurs was the second Consenior from 1967 to 1986, it operated in Adelaide.
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The second factor in all the changes were "Dzintarzeme's" main activities. They were mostly exhibitions: anniversary exhibitions and travelling exhibitions. The main audience of these exhibitions were exile Latvians. There were two main reasons of that: "Dzintarzeme's" ideology and the situation with exhibition halls. Most commercial exhibition halls in the USA and Australia were too expensive, so "Dzintarzeme" used the opportunities to exhibit artworks in the houses of Latvian organisations, Latvian art studios, and churches. Concerning these exhibitions, the New York Senior Audriņš has said that the work of "Dzintarzeme" members is intended not only as a source of material income but also as a purely cultural performance for the Latvian people in exile, and that "Dzintarzeme" gives and shows the best it can: "The promise of our motto 'For beauty, a friend, and Amberland' will be fulfilled. " All the scattered members of "Dzintarzeme", independently of daily work, according to their possibilities and abilities, preserved Latvian art traditions. Audriņš has emphasised several times in his articles that the members of "Dzintarzeme" were never into different innovations of art, neither during the interwar period nor in exile:
"We have been accused of being old fashioned, of not following the spirit of the time. True, but all fashion is changing fast and the 'new' roads are removed so fast that often the artist can not return to previous values anymore. " As an example, he often mentioned his study times: "Back then, there were many new modern theories and directions of art. Picasso's abstraction had not yet been silenced, expressionism was raging in Germany, but they failed to find Fig. 5 . One of the "Dzintarzeme" exhibitions in the USA, 1960s. LNA LVA 1996 1 9 5 8 -1 9 8 7 ) the students of the Latvian Academy of Art, most of whom were interested in national art. " (Fig. 8) . 30 Anniversary and travelling exhibitions for "Dzintarzeme" members were the most succesful and effective way to preserve and popularise the Latvian national art traditions. From 1958 to 1973, "Dzintarzeme" organised 15 exhibitions in the USA, Canada, and Australia (Fig. 5) . 31 The exhibitions were held for lovers of Latvian art and also for the authors themselves, so that they could follow their own artistic growth.
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Although Latvians were the main and largest audience, there was also some interest from Americans, Canadians, and Australians, who would also buy some paintings. A great supporter of the organisation of exhibitions and "Dzintarzeme's" popularisation was the Exhibition Foundation, founded in 1960 by "Dzintarzeme" members. 32 It was financed by voluntary donations and a 5 percent fee on each work sold at the exhibitions. The Foundation was used to cover the expenses of those members who participated in the exhibitions but were not able to pay for the transport or the exhibition participation fees. Money from this foundation was first used to transport the 45th anniversary exhibition paintings from Toronto to Boston and then to New York. In unexpected circumstances, it released expenses of the members who participated in exhibitions. 33 From 1958 to 1960, three exhibitions were organised: two in New York and one in Boston. In 1961, "Dzintarzeme" held its first and only travelling exhibition in Australia, exhibiting its paintings in Melbourne and Sydney. Altogether, sixteen paintings were sold. From 1962 to 1964, there was only one exhibition: in 1963 in New York, in honour of "Dzintarzeme's" 40th anniversary (Fig. 6 ). 1965 was a fruitful year, when the Cleveland-Detroit-Chicago travelling exhibition was organised. A total of sixty paintings of "Dzintarzeme" members were exhibited, with some submitting as few as four and others up to twelve paintings, mostly landscapes, portraits, and still lifes. In the beginning, the route of the travelling exhibition was to be Detroit-Toronto-Chicago, but plans changed due to an incident when transporting the paintings. The paintings were supposed to be delivered from Detroit to Windsor (Canada), and from there sent to Toronto by rail, but the Windsor railway station's representative explained that they cannot guarantee the Fig. 6 . Official meeting of the 40th anniversary of " Dzintarzeme", March 16, 1963 . LNA LVA 2313 delivery of the paintings on time. 34 Audriņš II in 1961. 37 In 1958, there were twenty-one members in the fraternity, in 1961-twenty, in 1972-thirteen, in 1987-nine, and in 1994- Audriņš, an unknown person, Otto Grunde; 1959 or 1967 . LNA LVA 2313 It is clear that "Dzintarzeme" was too conservative and faithful to the old traditions to go looking for new members, and too picky when potential candidates showed up. In 1979, Audriņš sent a letter on this issue to Consenior of the Australian community Dukurs: "In all student corporations, the level has dropped-the behaviour of student corporation members is not correct. And at the same time, there is nothing to teach. And then the young artists are badly dressed. Shaggy hair and beards leave quite a frightening impression. This is the main reason why we stopped the admission. And 
